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A Recreation/Reconstruction of Junichirō Tanizaki＇s
Shunkin-shō  as a Stage Play:
How to Adapt Shunkin-shō for a Stage
 YoshieEndo
Abstract
Problems of the Stage Adaptation of Junichirō Tanizaki’s A Portrait of Shunkin
　　 春琴 Shun-kin , a stage adaptation of Junichirō Tanizakiʼs novel, A Portrait of Shunkin 
(Shunkin-shō)  and In Praise of Shadows (Inʼei raisan)  written and directed by Simon 
McBurney, which I saw last July, did not sufﬁciently convey the original textsʼ aesthetic 
structures and themes.  How then, can one stage the original texts successfully?
　　 First, Sasukeʼs narrative, which eventually merged with the narrator “I,” should consist 
itself as the matrix of other embedded narratives—the one in “The Life of Mozuya Shunkin”ʼs 
and Teru Shigisawaʼs—in place of the professional story-teller in McBurneyʼs play.  Sasuke/ “I” 
narrative will be foregrounded for the spectator/ audience to decode it retro-actively by the 
feedback loop of other narratives. 
　　 Second, Sasukeʼs masochism could be portrayed through this embedded structure of the 
narratives because such narrative style amounts to or suggests inﬁnite regress, anticipation, and 
deference, which are the distinctive characteristics of masochism. Third, Tanizakiʼs aesthetics 
exhibited in A Portrait of Shunkin  and In Praise of Shadows , which is also closely related to 
masochism, could be presented more effectively through the staging devices of a subtle 
lightening and a use of Kurogo  (stagehands dressed in black) and puppets, common in the 
Japanese Puppet Theatre (Ningyō-Jōruri). 
　　 Lastly, how one can transmit Tanizakiʼs speciﬁc writing style onto the stage?  Tanizakiʼs 
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style during this period, characterized by the minimum of punctuation, presents ﬂat, even two 
dimensional space, rather than the three dimensional space typical of Western Theatre.  For 
staging such a space, one may adapt the theatrical devices of the Japanese classical theatre 
such as Noh, Puppet Plays, and Kabuki. To sum up, staging Tanizakiʼs texts may call for an 
















































































































































































































































































































































　　The task of being her guide was not conﬁned to leading her here and there by the hand; 
one had to see to all the little details of her daily life—eating and drinking, getting up and 
going to bed, taking baths, going to the lavatory, and the like.  And because Sasuke had 
been responsible for these duties ever since her childhood, and understood all her 
idiosyncrasies, no one else could manage them to suit her. It was in this sense, rather than 
the physiological, that Sasuke was indispensable.　
　　　Moreover, at home in Dosho-machi Shunkin had been subject to the restraining 
inﬂuence of her parents and her brothers and sisters, but as the head of her own household 
her fastidiousness and waywardness went from bad to worse.  Sasukeʼs duties became still 
more demanding.　
　　　For certain further details, which were naturally omitted from the Life , I am indebted to 
Shigizawa Teru. “Even in the lavatory my mistress never washed her own hands,” she told 
me. “Shunkin was not in the habit of doing things like that for herself—they were all done 
by Sasuke. He even bathed her.14）
 句読点はもちろんのこと、段落分けも成されていて、原文のだらだら感はない。接続詞
14）Junichirō Tanizaki, Seven Japanese Tales  (translated by Howard Hibbett, New York: Vintage 
Books, 1963), 42-43.
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も配され、リーズニングはきちんと意識されている。原文と英語訳とを比べると、明らか
に立ち上がっている空間が異なる。原文がのっぺらぼうの平面だとすれば、英語訳の方は
立体的ないわば三次元的空間である。訳の方の空間からは二人の濃密な性関係は遠景に
なってしまっている。
 では、この谷崎文体をどういった形にすれば舞台に実現できるのだろう。方法の一つと
して考えられるのは、ナレーションをだらだら口調にするとことだろう。継ぎ目、区切り
のない、息継ぎのあまりない、抑揚も極力抑えた「語り」にする。つまり、原作の文章を
そのまま読み下す。もし、語り手を佐助のみにするなら、佐助の語りをそういう形にす
る。佐助以外にも、例えば「私」なり「鴫沢てる」なりの語り手を設定するなら、その語
りもだらだら調にする。舞台だから当然そこには三次元空間が出現しているわけで、それ
にそういう平板なナレーションをかぶせると、小説の平面的な世界とは異なった位相が生
まれるだろう。それは、西洋演劇の舞台の立体的空間というよりも、どちらかというと人
形浄瑠璃、文楽の舞台に近くなる。舞台空間の立体性と句読点を無視して綿々と続く語り
（文楽の場合は大夫の語り）とが渾然一体となった劇空間である。
　以上、谷崎潤一郎の『春琴抄』を舞台化するのに、どうすれば原作を生かしたものにで
きるのかを考えてきた。谷崎作品を劇化するには、やはり日本の伝統芸能に知悉する必要
があることが分かる。西洋的文脈で劇化すると、原作のもつ独自性を失ってしまうことに
なる。とくに谷崎が「日本回帰」したとされる時期以降の作品を、もちろん『春琴抄』も
その一つなのだが、舞台に乗せるのは、伝統演劇の拠ってきたさまざまな劇的手法に頼ら
ないでは、およそ不可能なのではないだろうか。
文中、谷崎潤一郎著『春琴抄』（東京：株式会社ほるぷ、1984年）からの引用は引用文末
尾に頁数を示した。
